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 1. INTRODUCTION 
1.1.  Introductory Aspects 
In this minor MA Thesis I will study the practical, didactic aspects of the plot of Jude 
Deveraux’s romantic novel The Mulberry Tree (2002). My focus will be on the literary, 
textual and narrative meanings that the plot has. Jude Deveraux’s novel has several 
features that made it appropriate for my study. It is a typical example of romantic fiction, 
but it also has some unusual features to study, like the repetitious theme of the power of 
reconstruction in life and in relationships.  
When watching the huge number of makeover TV series, empowering oneself seems to 
be a very popular thing to do in a contemporary American society, and following their 
example, the protagonist reconstructs both her appearance as well as her life in the novel. 
The result is as realistic as any American dream: a contented woman. The protagonist of 
the Deveraux’s novel is quite unusual according to the traditional romance heroine: she is 
not young (that is, not in her twenties as romantic heroines often are), she is not a virgin (in 
fact, she has already had a husband and a very “happy” sexual life), and the main purpose 
in her life seems not to be the capturing of a male and the big, white wedding at the end of 
the quest.   
Nevertheless, however innovative in several of its aspects, The Mulberry Tree also has a 
traditional formulaic structure, even if it also differs from the most stereotypical novels of 
the genre, for example, because of its emphasis on other things than the development of the 
love relationship. Section 2.1. presents the main features of the formula of romance, and 
the importance of it to the actual reading experience. In fact, at times it seems that the 
structure of a love story is only the glue to hold together all the more interesting aspects of 
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the novel, such as the advice on how to make preserves in the correct way, or how to 
renovate a house (especially if there is no shortage of money), or how to start a business. 
The love story is quickly mentioned in the margins, and no real focus is placed upon it. The 
romance in this romantic fiction is not in a very prominent position. Even sex, which is 
usually quite an important part of the development of the protagonist, is missing almost 
entirely from this novel: the heroine does not achieve her maturity through sexual 
fulfilment as usually happens in romances.  
This thesis also contains a brief overview in section 2.2. of the positive empowering 
aspects of romantic fiction that feminist critics began to discuss in the 1980s. My focus 
will be on the symptoms of the mass-market popular appeal. One of my main sources is 
Janice A. Radway’s work Reading the Romance (1984) in which she says that  
Most critics assume initially that because these popular genres appear to be 
formulaic, all differences and variations exhibited by particular examples of them 
are insignificant. As a result, it becomes possible to analyze a few randomly 
selected texts because they can be taken as representatives of the generic type. 
The actual process of interpretation is itself a translation procedure whereby the 
critic rereads the text’s manifest content as a blind or mask concealing the true 
ideological message of the work (5-6). 
It is my intention to define the ways in which Deveraux’s novel provides a practical 
template for everyday existence. My focus will be on the possible didactic aspects of the 
novel, and how reconstruction of life may improve it. Chapter 3 contains my analysis of 
the didactic aspects of The Mulberry Tree based on the theory represented in chapter 2. In 
chapter 4, I am going to draw together my conclusions about the study.  
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1.2. The Author and The Mulberry Tree 
Jude Deveraux was born in Fairdale, Kentucky, the eldest of a family of three girls and one 
boy. After earning a degree in art from Murray State University and studying teaching at 
the University of New Mexico, she taught fifth grade in Santa Fe, New Mexico. She left 
her work when her first novel, The Land of Enchantment, was accepted for publication by 
Avon books (Deveraux). 
According to Deveraux’s official webpages (Deveraux) her exhaustive research on 
every aspect of her novels has made for a rich and detailed background for each of her 
novels. Her stories are adventurous, funny, and at times “heartwarming.” Deveraux has had 
over thirty novels on the New York Times Bestsellers List, sold over 60 million copies in 
print, and her novels have been translated into 18 languages (Deveraux). The Mulberry 
Tree is her thirty-first novel, and with it she has acquired a more mature and present-day 
attitude compared to her earlier works. 
The Mulberry Tree begins when the heroine of the novel, Lillian Manville, loses her 
husband, James Manville, in a plane crash. They have been married nearly twenty years 
and all that time Lillian has been a very devoted wife to her self-made billionaire husband. 
They have lived a life of luxury and traveled all around the world, but in his will James 
leaves Lillian only a rundown farmhouse and a piece of paper in which he asks her to “find 
out the truth about what happened” (MT 5). In order to escape the life she has lived and the 
prying media, Lillian changes her name into Bailey James, alternates her appearance, and 
moves to a little town called Calburn, Virginia. There she meets Matt Longacre, with 
whom she falls in love.  
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The mystery plot of the novel creates a dramatic outline for the story, an obstacle to be 
overcome before the loving couple may be happy together. The main focus of the story is, 
however, elsewhere: it is on the maturing process of Bailey, and on the way she is able to 
accept a new love in her life. With James she has had a rather strange marriage: they loved 
each other and were friends, but as it turns out, James was a very domineering and selfish 
husband who did not allow his wife to have anything else apart from him in her life. In the 
end, things turn out to be not so black and white, but with Matt Longacre Bailey has a 
much more mature and equal relationship. Starting her own business producing canned 
goods with three other women in a similar situation helps Bailey to find her own identity 
and self-esteem and to create an ability to maintain her individuality in a relationship.  
1.3. The Mulberry Tree as a Romance 
As a genre “gothic romance” or “contemporary gothic” brings the adventure story and 
romance together. It is very popular present-day formula, in which the two potential lovers 
are brought together by some kind of mystery. By solving the mystery they clear away the 
obstacles between themselves and achieve a happy ending (Cawelti 41-42). The Mulberry 
Tree fits to the category of  “gothic romance,” but there are also some differences. For 
example, the way in which the main character develops towards maturity during the novel 
and the focused way that it has been reported, are not the archetypes of a romance or an 
adventure story. Of course, in many romantic novels there is some sort of maturing 
process, but it usually does not play such a major role as it does in The Mulberry Tree.  
Otherwise, the story fits into this category because the protagonists are brought together by 
the mystery, although it remains on the margins for the first half of the novel.  
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Jude Deveraux’s The Mulberry Tree is quite clearly a romance. Although in some parts 
of the novel the main love story seems to be almost forgotten, it is true romantic fiction. A 
story where two people fall in love almost at first sight, conquer the obstacles in their way 
and end up living happily ever after completes the basic formula required in romance. The 
fact that in this particular novel the obstacles play a leading role and are not as traditional 
as they usually are does not undermine its value as romantic fiction. The Mulberry Tree 
also has a strong tendency to become a mystery story, since one of the main obstacles the 
couple has to overcome is to solve what happened almost forty years previously and why it 
has such a strong influence on the present day. The protagonist is also forced to do some 
soul-searching of her own before she is able to start a new relationship, but as in any true 
romances, love triumphs in the end.  
In some of Jude Deveraux’s novels there are two main characters, a man and a woman, 
who are equally portrayed in the story. In this one, however, there is only one protagonist. 
The story is clearly Bailey’s story, and thus it is mainly her duty to overcome all the 
obstacles with the hero only helping her. The relationships the heroine has with other 
characters, especially the ones she has with her late husband and her new loved one, are 
very important:   
“So how’s your life now?” Arleen was asking. “I…” Bailey said, but then 
couldn’t seem to form any more words. What was she going to say? That she was 
already living with another man, and cooking for him while he paid for nearly 
everything? And that she was going to be working for him, doing about one 
percent of the planning in the man’s new business venture? In other words, that in 
just a few weeks she had come close to re-creating her life with Jimmie. (MT 202)   
The Mulberry Tree tells a story of love in an unusual form. The main focus is on 
everything else except romance. According to John G. Cawelti in his study Adventure, 
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Mystery, and Romance, the adventure story is the masculine equivalent of the romance 
with the emphasis being on the hero’s triumph over the villains and not on the fulfillment 
of the love, as it is in a romance (41). In this way, The Mulberry Tree could almost be an 
adventure story, for Bailey reveals two villains while trying to find out what happened to 
her husband. However, for the most part of the narrative, the solving of the mystery is not 
the main focus. What the novel really is about is a sort of guidebook for women on how to 
reconstruct and improve their lives, which can be seen as the novel’s didactic function.   
In a way, the things that happened before The Mulberry Tree’s narrative begins to sound 
like a fairy tale. Bailey herself describes the beginning of her and James’s marriage like 
this:  
“I married him when I was seventeen, and he was all I ever knew. He saved me. I 
was so unhappy, so unloved, but he took me away. If I hadn’t met him, I don’t 
know what would have happened to me.” (MT 174) 
James Manville was Bailey’s knight in shining armor, and for the first ten years of their 
marriage she was quite happy with the way things were. It was only later that the 
dissatisfaction surfaced, and partly it was because James never let her do anything 
productive. If he had let her to grow up and be an individual, and not just part of him, their 
marriage might have remained happy longer.  
With Matt Longacre the relationship starts with friendship and mutual respect. Then she 
almost loses her identity while submerging herself into the relationship, and has to acquire 
some distance from Matt in order to figure out who she is and what she wants from life. 
Starting her own business acts as an eye-opener, and after she has managed to form her 
individual life, she is finally ready to share it with someone, not as an extension of the 
man, but as an equal partner in their relationship. This idea of personal growth and its 
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didactic functions I am going to study further in chapter 3, whereas chapter 2 contains the 
theoretical background for my findings. 
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2. THEORETICAL APPROACH 
2.1.  The Formula of Romance 
John G. Cawelti argues in his work Adventure, Mystery, and Romance (1976), “the concept 
of a formula as I have defined it is a means of generalizing the characteristics of large 
groups of individual works from certain combinations of cultural materials and archetypal 
story patterns” (7). He continues, “it is useful primarily as a means of making historical 
and cultural inferences about the collective fantasies shared by large groups of people and 
of identifying differences in these fantasies from one culture or period to another” (7).  
According to Cawelti, “a literary formula is a structure of narrative or dramatic 
conventions employed in a great number of individual works” (5). He continues,  
There are two common usages of the term formula closely related to the 
conception I wish to set forth. [...] The first usage simply denotes a conventional 
way of treating some specific thing or person. [...] The important thing to note 
about this usage is that it refers to patterns of convention which are usually quite 
specific to a particular culture and period and do not mean the same outside this 
specific context. [...] The second common literary usage of the term formula refers 
to larger plot types. [...] These general plot patterns are not necessarily limited to a 
specific culture or period. Instead, they seem to represent story types that, if not 
universal in their appeal, have certainly been popular in many different cultures at 
many different times. (5-6)  
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The reason why stories are constructed like this, argues Cawelti, is that these “certain 
story archetypes particularly fulfill man’s needs for enjoyment and escape” (6), but in 
order to work, the story has to have certain cultural figures, settings and situations. For 
example, the hero cannot be a plumber in an adventure story yet, but the formula may 
always change (6). According to Bridget Fowler, writing more than twenty years ago, 
popular romantic story has two major forms: a quest undertaken by lovers to overcome 
obstacles to marriage, and the restoration of marital and family harmony after the threat of 
disintegration. In both forms, social unity, ethically correct action and individual happiness 
are achieved in the process (Fowler 8).  
Cawelti argues that the idea of formula is especially useful if it is thought of as fantasies 
shared by large groups of people, and if the goal is to find differences in these fantasies 
from one culture or period to another. Usually, formulaic patterns exist before genre and 
quite often actually develop into one. There are two central aspects of formulaic structures: 
their essential standardization and their primary relation to the needs of escape and 
relaxation. Audiences feel more secure and find satisfaction more easily from the familiar 
form. The re-writing of a story only makes it easier for the audience to appreciate the new 
details in the given work (Cawelti 6-9). Janice Radway argues in her famous study, 
Reading the Romance: Women, Patriarchy, and Popular Literature, that although 
romances are technically novels because each purports to tell a “new” story of unfamiliar 
characters and as-yet uncompleted events, in fact, they all retell a single tale whose final 
outcome their readers always already know. Therefore, the act of retelling that same myth 
functioned as a ritual reaffirmation of fundamental cultural beliefs and collective 
aspirations (198).   
By repetition the formula creates a whole new world with which the reader becomes 
familiar (Cawelti 10). The reason why people like to read the same story formula over and 
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over again is because people seek moments of intense excitement and want to escape their 
usually quite boring life full of routines. The world of formula can be described as an 
archetypal story pattern full of images, symbols, themes and myths of a particular culture 
(15-16). The romance-reading process gives the reader a strategy for making her present 
situation more comfortable without substantive recording of its structure rather than a 
comprehensive program for reorganizing her life in such a way that all needs might be met 
(Radway 215). The formulas are cultural products, but by existing they also have an 
influence on culture, especially by making their way of describing images, symbols, 
themes and myths a conventional one (Cawelti 20).  
The simple syntax, elementary realism, repetitive vocabulary, and authorial 
interpretation characteristic of romantic fiction together create a verbal structure that can 
be “decoded” easily and quickly on the basis of previously mastered cultural codes and 
conventions. Because the prose is so familiar, individual words or signs appear to make 
their meanings immediately available to any reader operating according to certain 
procedures and assumptions. Consequently established as the passive recipient of 
previously selected meanings by these features, the reader is never forced to recognize that 
it is indeed she who actively supplies the significance of the words she encounters 
(Radway 197). 
Janice Radway’s research group, the so-called Smithton readers, hold contradictory 
opinions about the repetitious or formulaic quality of the fiction they read:  
On the one hand, they are reluctant to admit that the characters appearing in 
romances are similar. As Dot’s daughter, Kit, explained when I asked to describe 
a typical heroine in the historical romance, “there isn’t a typical one, they all have 
to be different or you’d be reading the same thing over and over.” Her sentiments 
were echoed frequently by her mother’s customers, all of whom claim to value the 
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variety and diversity of romance fiction. In the other hand, these same women 
exhibit fairly rigid expectations about what is permissible in a romantic tale and 
express disappointment and outrage when those conventions are violated (Radway 
63).  
Radway argues that romances may not deviate too significantly if regular readers are to be 
pleased. They expect and, indeed, rely upon certain events, characters, and progressions to 
provide the desired experience (63). 
In the context of her study, Reading the Romance: Women, Patriarchy, and Popular 
Literature, Janice Radway suggests that “literary meaning is not something to be found in a 
text. It is, rather, an entity produced by a reader in conjunction with the text’s verbal 
structure. The production process is itself governed by reading strategies and interpretive 
conventions that the reader has learned to apply as a member of a particular interpretive 
community” (11). Radway suspects “that the difference between their [Radway’s 
informants] stated interpretations and explanations and those of the romance critics is not 
so much a function of their lack of consciousness as of different interpretive strategies and 
goals brought to bear upon the texts in question” (11). She continues, “romance critics may 
actually read ‘different’ romances than do typical romance readers precisely because they 
construct a story from quite other internal features than do the people they aim to 
understand” (11). Jean Radford continues with this idea “Male critics with little or no 
identification with women readers slide inexorably from denigrations of the text to 
contempt for the reader. Mistaking the thing on the page for the experience itself, they see 
popular romance as a packaged commodity relaying false consciousness to an essentially 
passive and foolish reader” (14).  Radway explains that her study “is founded on the basic 
assumption that if we wish to explain why romances are selling so well, we must first 
know what a romance is for the woman who buys and reads it” (11).  
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Radway has found “that romance reading constitutes a “declaration of independence” 
from these women’s [Radway’s informants] duties and responsibilities as wives and 
mothers” and that the women find “that romance reading is a beneficial form of escape 
because it sparks hope, provides much-needed reassurance, and helps them to learn about 
the world around them” (14). The point is to find out “how the structure and features of 
romantic fiction address and resolve the problems these women must encounter in their 
ordinary lives” (14). Radway has tried to study “how repetitive encounters with such a 
narrative might satisfy those fundamental psychological needs in a woman that are the 
creation of patriarchal parenting arrangements [...] the romantic tale simultaneously 
recapitulates a woman’s psychosexual development and vicariously satisfies some of the 
reader’s needs created by such development and seldom met fully by traditional, 
patriarchal marriage” (16).  
The next section contains theory based mainly on Janice Radway’s study on why people 
want to read romantic fiction, and what are the psychological needs functioning behind this 
desire.  
2.2. The Appeal of Romance 
Janice Radway claims that “To understand what the romance means, it is first essential to 
characterize the different groups that find it meaningful and then to determine what each 
group identifies as its “romance” before attempting any assessment of the significance of 
the form” (50). Cawelti wrote Adventure, Mystery and Romance more than thirty years ago 
while studying, for example, romantic formula, and although in some aspects it is still quite 
relevant and has achieved a very prominent status during the years, it is somewhat old-
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fashioned especially in its predictions. For example, Cawelti is quite sure that “the coming 
age of women’s liberation will invent significantly new formulas for romance, if it does not 
lead to a total rejection of the moral fantasy of love triumphant” (42). A more recent study, 
Romance Revisited (1995), edited and partly written by Lynne Pearce and Jackie Stacey, 
clearly states, “romance itself seems indestructible. No amount of feminist political and 
intellectual movements has been able to bring about the end of romance, or at least 
radically to undermine its power. Against all the odds the desire to read romantic fiction 
has survived” (11). Also Jean Radford confirms “Romance is one of the oldest and most 
enduring of literary modes which survives today” (8), and continues “The study of genres 
may provide a mediation between literary history and social history – one which enables us 
to break out of the ‘splendid isolation’ in which traditional histories of literature are 
confined” (9-10). 
Through many centuries romance has survived, and in their essay The Heart of the 
Matter: Feminists Revisit Romance Stacey and Pearce have given reasons why. They have 
come up with two possible explanations: 1) the ability of romance to change, and 2) its 
liability to be re-written. The first explanation means that romantic fiction is changing as it 
has always done better to accommodate the existing culture, for it has to offer the reader 
believable characters with whom the reader can identify. Thus, for example, during the 19th 
century heroines in the novels were quite different from heroines in 21st century novels. 
The second explanation centers on the idea of romantic love seen as a phenomenon that is 
“always already written” and thus is liable to perpetual re-writing  (12).  
Stacey and Pearce argue “if classic romance can be characterised as the quest for love 
delayed by a series of obstacles which desire must overcome, then postmodern romance 
might be conceptualised as the condition in which romance itself has become the obstacle 
which the desirable love relationship must overcome” (37). They continue their 
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explanation by representing a way of seeing romance in critical irony: “if our 
‘commonsense’ increasingly tells us to be wary of life-long promises, while our social 
institutions continue to manufacture false hopes, it may be that the pleasures of romance 
will combine with a critical irony which enables us to keep certain distance as we 
remember that we have ‘been here before’” (37). In the 1980s researchers still tried to 
“explain” romantic love and its cultural representations in terms of a fixed structure or 
psychoanalytic projection. For example, Stevi Jackson has written “Where these writers 
[feminist critiques] considered romantic fiction [...] it was represented simply as “dope for 
dupes” – a means of brainwashing women into subservience. The emphasis, then, was 
unequivocally on the dangers of love and romance for women” (50). Today scholars feel 
that these kinds of points of views are far too narrow to account for the complexity of the 
emotional encounters existing. “The lover’s discourse may still be ‘always already’ textual, 
but both the texts which inform the discourse and the discourse itself are in a constant 
process of transformation,” conclude Stacey and Pearce (37-38).     
In Reading the Romance Radway points out that “comprehension is actually a process 
of making meaning, a process of sign production where the reader actively attributes 
significance to signifiers on the basis of previously learned cultural codes” (7). Too often 
the critics try to fit readers into the passive role of receivers, who are influenced in certain 
way by the message of the novels at least unconsciously if not consciously. However, the 
reader has no influence over this process. Like every literary text, the romance is composed 
of fixed textual features and devices that have certain undeniable functions and effects on 
the reader. The difference in interpretations between critics and romance readers may 
simply exist because the critics construct a story from quite different internal features than 
do the people they aim to understand (Radway 6-11). 
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Radway says that many consumers of romantic fiction seem to agree with the 
explanation one of them gave when asked about why she read such novels: romances 
enabled her to do something constructive for herself even when she was restricted by other 
duties and responsibilities. In other words, the readers of romantic fiction do not see their 
hobby meaningless: they find reading fulfilling, enjoyable, and even empowering. Critics 
view this as an act of conscious or subconscious self-denial in which a person tries to give 
his or her otherwise meaningless hobby some sort of justification. Critics think that only 
they are able to see the hidden depths and true meanings of the novels, and make a correct 
reading of them, whereas the other readers cannot discern the nature of the connection 
between the tacit meanings and the unconscious needs and wishes that readers have but 
cannot acknowledge because they conflict with their conscious beliefs (5). 
Many women feel that reading romances is especially necessary for their daily routine. 
Their intense reliance on romantic fiction suggests that the novels help to fulfil deeply felt 
psychological needs, which is a phenomenon detected in other areas of fiction as well. The 
readers feel that they have to read the novel right to the end; they do not want to return to 
reality without experiencing the resolution of the narrative (Radway 58-59). Readers value 
romance reading because the experience is different from ordinary existence. It is a 
relaxing release from the tension produced by daily problems and responsibilities, and it 
creates a space within which a woman can be on her own (61). Romances also have to 
have a happy ending: without it they could not hold out the utopian promise that male-
female relations can be managed successfully (73):  
If the Smithton readers’ stipulations are taken seriously, a romance is, first and 
foremost, a story about a woman. That woman, however, may not figure in a 
larger plot simply as the hero’s prize. […] To qualify as a romance, the story must 
chronicle not merely the events of a courtship but what it feels like to be the object 
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of one. […] All of the women […] admitted that they want to identify with the 
heroine as she attempts to comprehend, anticipate, and deal with the ambiguous 
attentions of a man who inevitably cannot understand her feelings at all. The point 
of the experience is the sense of exquisite tension, anticipation, and excitement 
created within the reader as she imagines the possible resolutions and 
consequences for a woman of an encounter with a member of the opposite sex and 
then observes that once again the heroine in question has avoided the ever-present 
potential for disaster because the hero has fallen helplessly in love with her. 
(Radway 64-65) 
In this section, I have presented why people want to read romantic fiction. At one point, 
it was mentioned that the women feel also empowered by reading these novels. In the next 
section, I am going to show in what possible ways the women may actually benefit from 
the reading, that is, what didactic functions romance may hide in its narrative.  
2.3. The Didactic Narrative of Romance 
In their essay The Heart of the Matter: Feminists Revisit Romance Jackie Stacey and 
Lynne Pearce argue that a romance today is clearly “an institution under severe stress that 
is evident both in society itself as a consequence of the radical changes that have been 
taking place within interpersonal relations, and in the feminist and post-structuralist 
theorizings that are causing cultural representations of romance (both contemporary and 
historical) to be re-read and re-figured” (14). The problem is that if every romance has an 
”always already” written character, so-called “classic romance” has always existed. Stacey 
and Pearce have solved the problem by explaining that “in western cultures romance is a 
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discourse with a structural(ist) ‘heart.’ It is basically a set of conventions, which have been 
re-written, during which transformation has happened“ (14).   
According to Stacey and Pearce “Against all the odds (social, political, intellectual) the 
desire for romance has survived” (11). However, “Romantic love, for all its persistence, is 
changing: indeed, that the continued success of romance as a cultural institution might be 
seen to depend, in large part, on its ability to change” (12). Stacey and Pearce argue 
“Romance survives because of its narrativity. In the same way that romantic love may be 
thought of as a phenomenon which […] is “always already written,” so it is liable to 
perpetual re-writing; and it is its capacity for “re-scripting” that has enabled it to flourish at 
the same time that it has been transformed” (12). Given women’s changing forms of 
participation in the so-called “public sphere,” their demand for men to take on new 
challenges in personal relationships seemed to many women in the study a late-twentieth-
century inevitability. As gender differences are shown increasingly to be a cultural 
construction, rather than a biological imperative, so inequalities in heterosexual 
relationships would seem to have less and less foundation, conclude Stacey and Pearce 
(36). 
Feminist critics such as Tania Modleski and Janice Radway have argued that romance 
offers women a place in which to explore their own gendered identities, social and 
emotional desires, and life-expectations. Radway, for example, sees romance-reading as a 
way for women to have some time of their own apart from the demands of the family, and 
to give them the courage to try to achieve more in their lives, like the characters in the 
books have done. Recognizing their own desire to be more like the heroine in a novel may 
work as a catalyst for transformation and change (Stacey 13). 
“It is the narrativity of romance which crosses the common-sense boundaries of ‘fact 
and fiction,’ ‘representations and lived experience,’ and ‘fantasy and reality,’” argue 
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Stacey and Pearce (15). “A good cultural analysis of the romance ought to specify not only 
how the women understand the novels themselves but also how they comprehend the very 
act of picking up a book in the first place. The analytic focus must shift from the text itself, 
taken in isolation, to the complex social event of reading where a woman actively attributes 
sense to lexical signs in a silent process carried on in the context of her ordinary life,” 
argues Radway (8). 
She continues, “The ethnographic account is never a perfectly transparent, objective 
duplication of one individual’s culture for another. Consequently, the content of that 
account depends equally upon the culture being described and upon the individual who, in 
describing, also translates and interprets” (9). Aware of this problem, Radway has tried to 
do her research as objectively as possible, for example, by also collecting data the women 
are giving her unconsciously. “This inferential process has been guided by my own 
consciously feminist perspective, a perspective that situates the social practices of 
courtship, sexuality, and marriage within the analytic category of patriarchy, defined as a 
social system where women are constituted only in and by their relationships to more 
powerful men. […] I have attempted to offer an explanation of my informants’ self-
understanding that accounts also for motives and desires very likely felt by them but not 
admitted to consciousness precisely because they accept patriarchy as given, as the natural 
organization of sex and gender” (9-10). 
Catherine Belsey suggests in her study Desire: Love Stories in Western Culture that 
“The story popular romances recounts is most commonly one of triumph, not only over 
outward impediments but also over merely sensual desire. The heroine finds her identity 
confirmed, her self-control rewarded same time responds to his attention and care” (22). In 
romances the world is shown to be benign no matter how harsh it may initially appear, it 
promises the reader satisfaction, pleasure and fulfillment. The readers of the romances love 
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the love-triumphs-over-everything resolutions of the novels, because they feel that it brings 
optimism to their lives (22). 
Radway explains that 
It seems highly probable that in repetitively reading and writing romances, these 
women [Radway’s informants] are participating in a collectively elaborated 
female fantasy that unfailingly ends at the precise moment when the heroine is 
gathered into the arms of the hero who declares his intention to protect her forever 
because of his desperate love and need for her. […] Passivity is at the heart of the 
romance experience in the sense that the final goal of each narrative is the creation 
of that perfect union where the ideal male, who is masculine and strong yet 
nurturant too, finally recognizes the intrinsic worth of the heroine. […] Romantic 
escape is, therefore, a temporary but literal denial of the demands women 
recognize as an integral part of their roles as nurturing wives and mothers. It is 
also a figurative journey to a utopian state of total receptiveness where the reader, 
as a result of her identification with the heroine, feels herself the object of 
someone else’s attention and solicitude. Ultimately, the romance permits its reader 
the experience of feeling cared for and the sense of having been reconstituted 
affectively, even if both are lived only vicariously. (97) 
“Although marriage is still the idealized goal in all of the novels they [Radway’s 
informants] like best, that marriage is always characterized by the male partner’s 
recognition and appreciation of the heroine’s saucy assertion of her right to defy outmoded 
conventions and manners,” Radway explains, and continues:  
This fiction encourages them to believe that marriage and motherhood do not 
necessarily lead to loss of independence or identity. Such feelings of hope and 
encouragement, it must be pointed out, are never purchased cheaply. Dot and her 
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readers understandably pay a substantial price in guilt and self-doubt as a result of 
their temporary refusal to adopt the self-abnegating stance that is so integral a part 
of the roles of wife, mother, a housewife which they otherwise embrace as 
acceptable for themselves and other women. This guilt was conveyed most often 
in the earnestness with which the women insisted that they too have a right to do 
something for themselves always immediately after explaining that they read “to 
escape.” (102-103)  
Stacey and Pearce apply that “The possibility of becoming “someone else” through a 
romantic relationship is most certainly one of the most interesting and positive aspects of 
the process, and a powerful ingredient in its appeal. This transformative promise holds out 
possibilities of change, progress and escape, which the romance facilitates through its 
power to make anything seem possible and to enable us to feel we can overcome all 
adversities” (18). 
Radway has found out that  
Each romance is, in fact, a mythic account of how women must achieve 
fulfillment in patriarchal society. This is true precisely because the central events 
in each romance are structurally the same. By reading the romance as if it were a 
realistic novel about an individual’s unique life, however, the reader can ignore 
the fact that each story prescribes the same fate for its heroine and can therefore 
unconsciously reassure herself that her adoption of the conventional role, like the 
heroine’s, was the product of chance and choice, not of social coercion. […] 
Although romance reading may enable women to resist their social role and to 
supplement its meager benefits, romances may still function as active agents in the 
maintenance of the ideological status quo by virtue of their hybrid status as 
realistic novels and mythic ritual. […] Although ideology is extraordinarily 
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pervasive and continually determines social life, it does not preclude the 
possibility of firm though limited resistance (17).   
Radway continues, “If oppositional impulses or feelings of discontent such as those 
prompting romance reading can ever be separated from the activity that manages them in 
favor of the social order, it might be possible to encourage them, to strengthen them, and to 
channel them in another way so that this very real disappointment might lead to substantial 
social change” (18).   
Radway claims that “All popular romantic fiction originates in the failure of patriarchal 
culture to satisfy its female members. Consequently, the romance functions always as a 
utopian wish-fulfillment fantasy through which women try to imagine themselves as they 
often are not in day-to-day existence” (151). She continues, “What counts most is the 
reader’s sense that for a short time she has become other and been elsewhere. She must 
close that book reassured that men and marriage really do mean good things for women. 
She must also turn back to her daily round of duties, emotionally reconstituted and 
replenished, feeling confident of her worth and convinced of her ability and power to deal 
with the problems she knows she must confront” (184). 
Radway concludes:  
The women may in fact believe the stories are only fantasies on one level at the 
very same time that they take other aspects of them to be real and therefore apply 
information learned about the fictional world to the events and occurrences of 
theirs. If they do so utilize some fictional propositions, it may well be the case that 
the readers also unconsciously take others having to do with the nature of the 
heroine’s fate as generally applicable to the lives of real women. In that case, no 
matter what the women intend their act of reading to say about their roles as wives 
and mothers, the ideological force of the reading experience could, finally, be a 
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conservative one. In reading about a woman who manages to find her identity 
through the care of a nurturant protector and sexual partner, the Smithton readers 
might well be teaching themselves to believe in the worth of such a route to 
fulfillment and encouraging the hope that such a route might yet open up for them 
as it once did for the heroine. (187) 
  How these ideas fit into and occur in the context of my study of Jude Deveraux’s The 
Mulberry Tree, I have studied in the next chapter. In section 3.1., I have concentrated on 
didactical aspects of the novel. Section 3.2., revolves around the empowering effect of the 
novel. And section 3.3., focuses on the power of the makeovers: how can women benefit 
from them?   
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3. DIDACTIC FULFILLMENT IN THE MULBERRY TREE 
3.1. What Is There to Learn? 
What can people learn by reading romances? Plenty, one answer could be, nothing, 
another. If a reader is determinate to read a novel purely for entertainment, and skip even 
the tiniest pieces of information, he/she may be able to achieve a state where he/she has 
read a novel without learning anything from it. However, if this quite extreme and 
unrealistic situation is set aside, it can be said that the reader always learns something from 
literature. When talked about the classics, no-one does not even bother to try to deny it, and 
even the most severe critics of romances who suspect that women read them as their own 
form of pornography, do not deny that there is therefore something to learn: new tips how 
to do it, if nothing else. However, the readers of romances claim that there are plenty of 
things to learn. When interviewed, Janice Radway’s informants said that they read the 
novels in order to learn of exotic places, cultures and people. They were interested in the 
accuracy of historic details, and liked quite often the best researched stories most. 
Of course, as Radway says herself, “On the other hand are the readers who have various 
thoughts of why they do enjoy reading fiction, and on the other hand are the critics who 
think that only they can see the true meaning of the story, which is the reason why people 
read fiction in reality (e.g. out of the need to participate in the reassertion of the ideological 
content). All other explanations, to the critics, are just attempts of the more feeble minds to 
avoid seeing the undeniable truth. In case of romantic fiction, it would be the middle-aged 
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women trying to invent some sort of justification for their rather selfish reading habit, 
which can consume a lot of that time they could use in the benefit of their families” (5-6). 
This point of view is quite severe, and supportive to the traditional view of romance 
readers being “childish, ignorant, and incapable of anything but housework or watching 
soap operas” (Radway 54). The romance readers themselves see the situation naturally 
quite differently. For example, Radway’s informants see their hobby like this: “Romance 
reading is valued by the Smithton women because the experience itself is different from 
ordinary existence. Not only is it a relaxing release form the tension produced by daily 
problems and responsibilities, but it creates a time or space within which a woman can be 
entirely on her own, preoccupied with her personal needs, desires, and pleasure. It is also a 
means of transportation or escape to the exotic or, again, to which is different” (Radway 
61). “Romances are not picked up idly as an old magazine might be merely to fill 
otherwise unoccupied time. Rather, romance reading is considered so enjoyable and 
beneficial by the women that they deliberately work it into busy schedules as often and as 
consistently as they can” (62). 
The whole debate presented above sounds more or less as a problem of whether or not a 
person’s individual interpretation of his or her experience can be viewed as valid or not. If 
a person feels that he or she is learning from some experience, can anybody else say that he 
or she is not? If, for example, the reader of romances feels that he or she is empowered by 
the novel, does not the feeling itself make it real? In The Mulberry Tree there is a three-
page-long description on how to make preserves (108-110), and whether or not the reader 
is interested in that sort of thing, he or she cannot claim that he or she had not learned 
something new. Whether or not it is useful information is beside the point because the 
question was if it was possible to benefit from reading the romances, and from this point of 
view it seems that it is.   
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Janice Radway suggests that “the happy ending restores the status quo in gender 
relations when the hero enfolds the heroine protectively in his arms” (81). It is not, 
however, the hero’s victory but the heroines’, it is the woman’s ultimate triumph. This is 
because the heroine maintains her integrity on her own terms by exacting a formal 
commitment from the hero and simultaneously provides for her own future in the only way 
acceptable to her culture (Radway 81).  
Bailey’s second choice in men is in the end exactly what a romantic hero is supposed to 
be. He loves her just the way she is, supports her in everything, and gives her the freedom 
to be herself without trying to turn her into anything. As Bailey describes the situation in 
the end: “She’d come to love him so very much. Through everything, he’d helped her, and 
he’d stood by her. Not once had he tried to hold her back from what she’d needed to do” 
(MT 431). He does not have any problem with her starting her own business as she initially 
fears, and he is willing to compromise a lot in order to make her happy. Even sex is 
postponed in this story to the point where Bailey is truly ready to leave the past behind, 
even though there are some strong innuendoes towards that direction from the early on. 
However, knowingly or unknowingly Matt seems to sense that rushing into a physical 
relationship would probably just slow down Bailey’s struggle for individual growth, and 
thus, in the long term, just make matters worse. Important for both of them is that Bailey 
gets over her first husband and is able to continue her life free of everything in her past: 
both good and bad. Perhaps Matt realizes from his personal experience (he, too, has had a 
bad marriage) that Bailey needs time to process and come in terms with the past before she 
is able to start anew.  
Actually, the true problem between Bailey and Matt seems to be Bailey’s skepticism 
about him. Her previous relationship with James has taught her to be wary of male 
possessiveness, and that is why she does not at first confide in him with her business plans. 
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Going through difficulties with him teaches her to trust him. This theme seems to be one of 
the central messages of the story: women should not bend their heads and accept 
everything a man wants from them but neither should they judge every man by the actions 
of one individual. Women are allowed to pursue those aspirations that make them happy 
whether they consider business or family life, and men ought to support and accept the 
actions of their wives are making. For if their wives are not happy, how can they be?  
James, Bailey’s former husband, has his own idea how to make a marriage work: the 
key to happiness is to choose a suitable wife. “The secret was in finding a girl who didn’t 
have anything, a girl – he said girl, not woman, I remember clearly – who was loved by no 
one on Earth, and had no ambition to be anything. ‘An empty bottle waiting for me to 
come along and fill her up,’ is what James said. ‘And if you fill her up with love, that’s all 
that’ll matter to her’” (MT 199). Hearing this description of herself Bailey becomes very 
angry but not just towards her late husband but also towards herself for letting things to be 
like that for so long. And when Arleen, a woman from Bailey’s past, continues by adding 
“I’m glad you aren’t in that kind of a relationship again. And I’m glad that the new man in 
your life isn’t a controller like James was, and that he isn’t the kind to stop you from 
having your little shop.” (MT 203), feels Bailey that it is time for change. Not because of 
Matt but because she lets people dictate her life for her – she even has some traumatic 
childhood models to support that kind of attitude which she has to work through.   
Matt and Bailey have their happy ending, and in the end Bailey has everything she has 
ever wanted. Still, instead of a triumph of one of the sexes, the ending is a sort of mutual 
victory: they both get what they want, which can be viewed as an even more positive 
outcome than the triumph of the female. This is also rather modern feature of the novel for 
usually the happiness of the hero has not been as important as the fulfillment of the 
heroine’s dreams. Of course, the romances insist that what is good for the woman is also 
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good for the man, but in this story the aspirations of the hero have also been taken under 
consideration. He also needs some mental growth and maturing, and time to process his 
problems with the relationship and what to do in life. And, although many readers of 
romances are housewives devoted to their family, it is important for them to realize that 
their husbands may not be completely satisfied with their lives, either. By talking and 
solving problems together, as Bailey and Matt do in the novel, they may achieve much 
more equal partnership.  
There are hardly any triangular relationships in ideal romances: the heroine and the hero 
function as the single, dynamic center of the novels (Radway 123). In The Mulberry Tree, 
however, the main focus of the novel is not on the growing relationship between Bailey 
and Matt, but either on the solving of the mystery or on Bailey’s individual growth. The 
love narrative is merely an underlying storyline, which is from time to time forgotten 
completely. As Matt notices at the end of the novel, there is actually a triangular 
relationship, although the third party is deceased: ”At last, with the discovery of the truth, 
Bailey had been able to put James Manville behind her. She’d seen the good of him and the 
bad of him, and she was finally able to see him as a person. Her love for James Manville 
was no longer current. Now it was a memory” (MT 435).  
It is not until this point that Bailey and Matt can finally have a fulfilling relationship. 
Before this, her former husband has always stood between them in one way or another. For 
example, when Bailey decides to do something with her life, it is because of the memory of 
James’s behavior that she almost kicks Matt out of her life. This sort of triangular storyline 
is rather a good divergence from the usual plots: at least it provides room for the 
description of other things, such as personal growth, and does not settle on telling just 
about the growing infatuation between two people. It also gives the reader as well as the 
protagonists time to evaluate what they want from a relationship, what is an ideal marriage, 
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and how to achieve a working partnership. How much can a person, for example, 
realistically expect change in the other person, and how much and what kind of things is it 
all right to put up with for the sake of the marital harmony? After discovering James’s true 
nature, Bailey may have rather low tolerance for men’s needs but luckily she has already 
found perfect enough companion to be able to live her life with him.  
3.2. Taking Matters into Their Own Hands 
According to Bridget Fowler “Popular romantic story today has two major forms: a quest 
of the lovers to overcome the obstacles to marriage and the restoration of marital and 
family harmony after the threat of disintegration. In both forms, social unity, ethically 
correct action and individual happiness are achieved in the process” (8). Many of the 
writers and readers of romances interpret romantic stories as chronicles of female triumph. 
A good romance focuses on an intelligent and able heroine who finds a man who 
recognizes her special qualities and is capable of loving and caring for her as she wants to 
be loved. Romances provide a utopian world in which female individuality and a sense of 
self are shown to be compatible with nurturance and care by another. In romances the 
heroines teach men valuable things, not the other way round (Radway 54-55). To a modern 
woman this may seem a rather patriarchal way of thinking: why would a woman need a 
man to make her happy, even if having him was a triumph for her? And, indeed, is having 
a man such a triumph all the time? 
Bailey, the heroine in The Mulberry Tree, considers this question at the turning point of 
her life. She has just had the ugliness of her marriage thrown in her face, and she realizes 
that she has to make some decisions: “She could continue as she was, and disappear into 
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Matthew Longacre, just as she’d become the shadow of her father and Jimmie. Or should 
she do something radical – kick Matt out of her house and say that she wanted to figure out 
her own life before she entwined herself with another man? Did she then see if she could 
make it in the world all by herself?” (MT 221-222) Then again, Bailey soon realizes that 
she needs a man in her life. No matter how much bad there might be in men, Bailey feels 
that just the fact that they make her laugh is enough to forgive a lot of the bad. However, 
she does not see having a man as a personal triumph, but merely a device to make her 
happy.  
Women in romances, like mythical deities, are fated to live out a predetermined 
existence. That existence is circumscribed by a narrative structure that demonstrates that 
despite idiosyncratic histories, all women inevitably end up associating their female 
identity with the social roles of lover, wife, and mother. Even more successfully than the 
patriarchal society within which it was born, the romance denies women the possibility of 
refusing that purely relational destiny and thus rejects their right to a single, self-contained 
existence (Radway 207). 
In many ways The Mulberry Tree differs from the Harlequin type of novels in the genre, 
but sometimes the twists in the storyline seem rather unbelievable. For example, the 
beginning of the novel is pure fantasy. Firstly, an overweight woman loses weight in huge 
amounts very quickly, which is, although she is grieving, a rather amazing thing to do. In 
addition her body seems to bear no marks of her obese period, which sounds rather 
remarkable considering that she has not even exercised the weight away. For many people 
that sort of weight-loss leaves some amounts of excess skin, and does not end up with a 
trim and fit body. She also has surgery done to her nose, and suddenly she is quite an 
attractive and desirable young woman instead of a forgotten wallflower. She has also 
inherited a house, which in a few weeks changes from a rundown shack into a homely and 
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pretty farmhouse. She can also make preserves and cook delicious meals seemingly in no 
time. In a way, all this might be thought to describe a middle-aged housewife’s heaven: 
cute young boys cleaning up her house and whistling at her, her transformation into a 
beautiful woman without any effort, and especially the ability to cook fantastic dinners in 
no time.  
At first these rather miraculous events may seem to be out of place, but on the other 
hand they do fit into the reconstruction theme of the story. Perhaps the dream of a modern-
day woman is that someone comes to clean up her dirty house instead of a prince riding on 
a white horse. After all, would not he be just one more mouth to feed, and another male to 
satisfy? Perhaps the idea is that modern women dream more selfish dreams, as Radway has 
pointed out in section 2.3. Although women might be willing to sacrifice their lives to take 
care of their families, they also demand time of their own. They are aware of their 
sacrifices, and often the husbands have to their horror realized that not all of those 
sacrifices have been unselfish deeds. Women may either just demand time of their own or 
then be inspired so greatly by the actions of the heroines that they may want to change their 
life in some way. Some may want to start to work, some may require more involvement to 
the household chores from men, and some may even demand more satisfaction in their 
lives. For what other reason might women want to read the lengthy paragraphs of explicit 
descriptions of sex if not to gather some tips on what to do? This seems to fit together with 
the fact that almost every woman’s magazine contains a chapter talking about how women 
can achieve better orgasms, better sex, and more contented life.  
So, from a didactic point of view, women can learn to satisfy themselves better from 
romances. But what can they learn from The Mulberry Tree then: the novel almost entirely 
without sex? Not new positions, for sure, but something else. The story tells about a 
woman who has lost a beloved husband through an accident. Most of the time during the 
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story she tries to come in terms with what has happened, and what her marriage was like, 
in good and bad. Many people in comparable positions have to go through similar 
processes in order to be able to continue with their lives. In addition to this, Bailey has to 
come to terms with what her life has been (an on-going fairytale on the one hand, and a 
domineering relationship on the other), and what she wants it to be. In other words, she has 
to recuperate from the old relationship in order to be able to start a new one, and this is a 
theme not often seen in romances. As pointed out before, the heroines are usually young 
virgins with no experience with men, not middle-aged widows with emotional traumas to 
go through.     
In the middle of the novel an important turning point occurs. Unexpectedly, Bailey 
meets a woman from the past who reveals a whole new side of her husband. Previously, 
Bailey has always believed that everything James did, no matter how dominating it was, he 
did out of love. She seemed to believe that although James manipulated everybody else, he 
did not do so with her. The truth she finds out is quite different:  
“What did Jimmie say about me?” Bailey asked, her voice so low she could hardly 
hear herself. “He said that he made sure that you had no one but him to love. He 
said that if you started to get bored and wanted to actually do something, he’d 
whisk you off to someplace new. ‘Lillian’s problem,’ James said, ‘is that she’s 
smart. She may not seem so with the way she doesn’t say much, but what you 
people don’t realize is that in the mornings while the whole worthless lot of you 
are sleeping off the night before, Lillian is in the kitchen with the chefs, picking 
their brains. Or she’s out with the gardeners, or with the mechanics. She likes to 
learn things.’ ‘But never gets to use them,’ Bandy said, then James laughed. He 
said, ‘That’s the key. If you marry a stupid woman, you have to live with her. If 
you marry a smart woman, in this day and age, she turns around and starts 
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competing with you.’ ‘You mean a career,’ Bandy said. ‘But you couldn’t really 
think that Lillian could compete with you.’ ‘Not with making money, but business 
would take her mind off of me.’” (MT 199-200) 
According to James it was all right for Bailey to do things as long as he himself 
remained the central focus of her attention. Bailey herself has said a little earlier that James 
was her whole life and without him she feels utterly lost. She does not know what to do 
with her life. But initially she believed that James only loved her and felt right about 
missing him so much. When she finds out the truth she feels betrayed and as if she owes 
nothing to James anymore. In a way the situation has also been her own fault: she has put 
up with it. For example, she has always known about the other women James has had but 
chosen to ignore it. Still, it feels bad when she has to face the fact at the end of the novel. 
James’s grandmother assures her that the other woman “meant nothing to him” (MT 405), 
but Bailey has a hard time forgiving him, even though she learns that James has thought 
her lack of reaction being a sign of her not loving him enough to be jealous.  
After Bailey has had the discussion with the woman from her past in the middle of the 
novel she also realizes that she has ended up in almost the same situation as she was with 
James. There is a man living in her house for whom she cooks delicious meals and who, in 
return, pays for almost everything. The only thing missing is sex, but there has been also a 
strong innuendo in that direction. She realizes that she could easily slip back into her old 
life with enticing improvements: no dreadful parties to attend to and no huge number of 
people trying to befriend her to get some money from her husband. 
She has a decision to make: either she can marry Matt and live a relatively contented 
life with him, cooking his food and probably raising his children, or she can finally step up 
and take control of her life and make something of herself. She has ideas and plans on how 
to do so, but she also has to decide to want to do so. The same problem faces her business 
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partners, Janice and Patsy. They have had a wonderful plan to open a gift-shop together, 
but somehow their husbands have managed to occupy them with something else. On the 
surface the men have been supportive, but underneath they have created a scheme to ruin 
the whole plan. Unfortunately, their reasons are pretty similar to those that James had when 
he kept Bailey from entering business-life: they do not want their wives to use large 
amounts of their time to anything else except their family. In a way, the story is about the 
women seeking their independence but also of the men learning to cope with their more 
independent wives. It is not easy for them, but when there is no other choice they accept 
the situation. Perhaps one of the messages the novel tries to give is that women can be 
independent without the loss of their marriage. Perhaps too often the situation seems to be 
a choice between the career and the family – in this novel, it seems, one can have both. 
3.3. The Power of Reconstruction 
Stacey and Pearce explain in their study The Heart of the Matter: Feminists Revisit 
Romance “As so many books and films have shown, desire for ‘another’ […] is often 
symptomatic of discontent with ourselves and our way of life, and a recognition of this can 
sometimes provide the catalyst for transformation and change. An engagement with the 
narratives of romance, in other words, facilitates the re-scripting of other areas of life” 
(13). The Mulberry Tree actually describes how to do the reconstruction, and how to make 
the change. Everything starts with a make-over in a physical sense, when a wall-flower is 
turned into an alluring female, goes through re-making in the state of mind and life, and 
ends up with an empowered, individual human being ready to start her life anew. All this is 
achieved with considerable ease following the kind of American mentality: if I want, I can.  
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The main focus of the novel is on the personal growth of the protagonist, and her 
development into a more mature person. The important point is that she does it all by 
herself, not with the help of a man, as is usually the case in romances. She needs a man to 
be her partner in life, not to tell her what to do with her life or control her in any other way. 
In a modern American way, the women (and especially the protagonist) do reconstruct 
their lives in order to be happier. First, Bailey changes her appearance in order to be more 
attractive (she loses a lot of weight, and has plastic surgery done on her nose), and is thus 
much more content with herself. She then does a makeover of her whole surroundings in a 
rather fantastic way. With the help of American industrialism and a huge pile of money, 
her rundown farm changes into a beautiful country house almost overnight. Even the 
garden is pruned into bloom. Through these reconstructions Bailey takes her life into her 
own hands, and changes it to suit her better. The women reading the novel may see 
themselves in similar situations and find the courage to reconstruct their own lives, as, for 
example, Radway’s research claimed could happen. In reading how it is possible to make 
your life close to perfect, women may find the courage to do the same to their own lives.  
The attitude towards love in this story is two-sided: on the other hand there is the very 
domineering love of Bailey’s late husband, and on the other hand the love that Matt has for 
Bailey. And in a way, it could be seen that the love that overcomes all the obstacles is 
Bailey’s growing love for herself. At the beginning of the story she is not satisfied with 
herself, but when she gradually develops some self-esteem and individuality, she also 
becomes stronger and better able to face the truth about the past. 
In most love stories, the falling in love between the hero and the heroine happens at first 
sight; love is often seen as a result of sudden and even capricious divine intervention. 
There are also different kind of stories where falling in love takes more time and happens 
only after some intimacy has developed (Sternberg 76-78). Although those kinds of stories 
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are less common, The Mulberry Tree definitely belongs to the latter group. The belief that 
the growing love is better can be seen in the story: the first marriage that Bailey entered 
into happened when she had known her future husband only for one day, and towards the 
end it was not a very good one. In the end James and Bailey had too many differences 
between themselves so that the marriage could not work anymore. The second (potential) 
one, however, is quite different: Matt and Bailey are for the best part of the novel only 
friends and only after they have truly gotten to know each other do they take their 
relationship any further.    
Janice Radway explains: 
Even as the narrative conveys its overt message that all women are different and 
their destinies fundamentally open, the romance also reveals that such differences 
are illusory and short-lived because they are submerged or sacrificed inevitably to 
the demands of that necessary and always identical romantic ending. 
Paradoxically, the inexorability of the romance’s mythic conclusion might be said 
to reproduce the “real,” not because all women actually find perfect fulfillment in 
romantic love but because the conclusion’s repeated overpowering of the 
heroine’s individual difference by her enthusiastic assumption of an abstract, 
unvarying role parallels a situation that women find difficult to avoid in actuality. 
Its vociferous defense of human individuality and freedom notwithstanding, 
American society is still remarkably successful at exacting the necessary 
compliance from its female members. Through the use of rigid socializing 
procedures, instructional habits, and formal and informal sanctions against 
deviance, the culture persuades women to view femininity solely in terms of a 
social and institutional role that is essential to the maintenance of the current 
organization of life. Therefore, while the act of romance reading is used by 
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women as a means of partial protest against the role prescribed for them by the 
culture, the discourse itself actively insists on the desirability, naturalness, and 
benefits of that role by portraying it not as the imposed necessity that it is but as a 
freely designed, personally controlled, individual choice. When the mythic ending 
of the romance undercuts the realism of its novelistic rendering of an individual 
woman’s story, this literary form reaffirms its founding culture’s belief that 
women are valuable not for their unique personal qualities but for their biological 
sameness and their ability to perform that essential role of maintaining and 
reconstituting others. (208) 
The Mulberry Tree on one hand supports this idea, and on the other defies it. Everything 
that follows the formula of romance seems to strengthen the idea of Bailey following the 
pre-told destiny: she ends up almost married to the hero, and is quite ready to start to 
reproduce. In this way she fulfills the most clichéd ending that the romances can offer: a 
woman contented in her role as a wife and a mother. However, throughout the story Bailey 
has also aggressively defied this categorization. From the early on, she says things like “I 
need to find out how I can support myself before I get involved with another man – if I 
ever do, that is” (MT 106). And, in the end, she does start her own business before she gets 
involved with Matt. But still, she does also get married and start having babies. It seems 
that the novel is trying to say that it is quite all right for a woman to have aspirations in 
professional life but with nobody to share their life with, a huge part of happiness may not 
be achieved. And in that way, the novel supports the idea that it is better for a woman to be 
a wife than just a businesswoman.  
As said above, the ending of the novel seems to support the traditional view of 
“woman’s place in society” from the patriarchal viewpoint but all the remakes during the 
story, the constant struggle Bailey goes through in order to achieve something in her life, 
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give a different point of view to the whole story. Bailey has once been in a marriage where 
her husband dictated almost everything what happened or Bailey did, and she allowed it to 
happen because she loved her husband and felt happy under his domination, at least for the 
first ten years. Of course, she was not aware of the extent of his possessiveness, so she did 
not have to face the facts until after his demise. However, immediately after she has gotten 
over the initial sorrow, and her surroundings have changed dramatically, she is very 
determinate to do something with her life. She has the option to continue in pretty much 
the same way as she did before: live supported by a man, and do everything to support his 
career and visions. But she chooses to do something different: she builds her own business 
enterprise before getting involved with a man again. And this is very important considering 
what the readers of the novel may learn from it. 
In the quotation from Radway, it was said that the traditional romance ending reinforces 
the patriarchal view of woman’s place in society, and maybe even The Mulberry Tree does 
that. But not without reservations: it also aims’ rather strongly at giving its readers 
different options. The novel suggests that it is all right for a woman to enter business-life 
and pursue also her own interests even though they were not always so very pleasing to the 
husband. It also suggests that getting married is one option in life, not a mandatory and 
only way for a woman to achieve respectable place in society. Combining these two is also 
possible, as long as both sides of the couple are willing to accept the woman’s right to 
pursue happiness in any way that feels natural for her.  
Stevi Jackson states “This narrative closure indicates that the excitement lies in the 
chase, not in the “happily ever after.” One of the most obvious appeals of romance is that it 
enables readers to relive that excitement over and over again, without having to confront 
the fading and routinization of romantic passion” (53-54). However, in The Mulberry Tree 
the main couple precisely lives a “quiet, easy life” (MT 212), as Bailey puts it: “They knew 
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each other’s favorite TV shows; he learned not to bother her when she was reading one of 
her beloved murder mysteries. They both disliked going out during the week, so they 
stayed at home and rented videos, or they worked on the thousand-piece puzzle set up in 
the corner by the fireplace and listened to Enya. […] But there was no sex” (212). In other 
words, Bailey and Matt are living more like an old married couple than a couple who have 
just met, and who usually are very much in the throws of romantic passion. In this 
particular novel there is not much of the chase: there is companionship and mutual interests 
which in time develop into a loving relationship. Maybe because of this, some women may 
feel that it is easier to identify with Bailey and learn from her experience than if she was 
more a typical romantic heroine.  
The story suggests that it is never too late for the reconstruction of life and/or 
relationship, if something seems to be wrong. For example, Bailey has already ended up in 
the similar situation with a man then she was before, when she realizes she wants to change 
things. And she is rather successful in her reconstruction even though she does it while 
keeping the man in her life. So, in a way, she does not have to choose between the potential 
growing love, and her individual aspirations since the man she has chosen (or was chosen 
to her) is understanding enough to support her goals. However, for many women this might 
not be the case, and unfortunately, all of them have to do their distinctive choices 
considering their life. But perhaps with the example of Bailey, and other protagonists like 
her, the readers may be better equipped to think through their life choices, and do their own 




In this thesis I have showed what kind of didactic aspects Jude Deveraux’s novel The 
Mulberry Tree has. I began by explaining what is a formula in literature and especially in 
romantic fiction. I also attempted to find some reasons why romance is so popular and has 
survived over time even though many feminist critics have tried to make it disappear, and 
what beneficial didactic functions can romances have. After going through the theoretical 
background, I turned my focus to The Mulberry Tree, a novel which I had chosen to 
represent as a traditional romance on one hand, and as bringing something new to the table 
on the other. The theme of reconstructions rose to be a central idea of my study, and from 
different points of view I tried to show, how the readers of romantic fiction and especially 
this novel can benefit and even be empowered by the reading experience.  
Basically The Mulberry Tree fits into the formula of romance quite closely, especially 
with one of the new sub-formulas, gothic romance. The novel includes a mystery, which 
the potential lovers have to solve before they can live “happily ever after,” and which 
brings them together.  There is also a potential love story but the main focus in the end 
seems to be on the personal growth of the protagonist, and the reconstruction of her life. 
However, there are other elements that clearly make the novel a romance. For example, the 
main couple is attracted to each other from the start, together they are able to solve the 
mystery, and because of their love they are able to solve the misunderstandings that keep 
them apart. In the end, the traditional American, monogamous romantic ideal is realized 
not through the actual marriage ceremony but rather through the commitment of the couple 
to perform it in the future. 
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One of the themes in The Mulberry Tree is to love without suffocating the other person. 
Bailey’s first marriage was so bad towards the end especially because James would not 
allow her to have anything that could have taken her away from him. That is the reason for 
Bailey not having a life or identity of her own during their marriage, which eventually has 
made her unhappy. In her new relationship she almost slips back into the old pattern but 
realizes it early enough, and is thus able to save the new love before it starts to suffocate 
her in the same way that the old relationship did. Mostly the problem is actually hers: she 
allows people to dominate her and make decisions considering her life – at least until she 
decides that it has to end. With that decision she starts to figure out ardently what she 
wants out of her life, and starts to pursue those goals. The message of the novel seems to 
be that one has to be first happy with oneself before one can be happy with someone else. 
Robert J. Stenberg concurs with this “If you are unhappy with yourself, you cannot expect 
another to be happy with you. The start of happiness with another is happiness with 
yourself” (182). 
However, in no way does the reconstruction of life and search for independence mean 
the abandonment of love: even Bailey admits, that she does not want to live without love. 
The Mulberry Tree actually shows women how they can have it all. After having decided 
that she wants to keep Matt in her life, and perhaps have a family with him, Bailey thinks: 
So what changes do I want to make? she asked herself. I want to prove myself that 
I can do something, was her answer. She didn’t want to be eighty years old and 
have to tell her grandkids that although she’d grown up in a time when women 
were running for presidents, she’d opted to stay home and fry cheese and onions 
for a bunch of men she couldn’t really say she liked very much. (MT 222-223)   
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Bailey figures out a way to be happy with a man without losing herself into him. She has 
her own life, but also someone to share it with. And that is perhaps the greatest didactic 
value of the novel: how to become happy by having it all. 
As Catherine Belsey explains in her work Desire: Love Stories in Western Culture, 
“The Smithton readers [see Radway] were surely right all along when they claimed that 
reading romances made them happy. The ending is not, after all, the whole story. Too 
often, in my view, commentators on romance isolate the content of the story and look for 
explanations at the level of the signified, supposing that a satisfying resolution of the plot 
is the element that ensures a satisfied reader. What they neglect in the process is the 
pleasure of reading itself, the pleasure, that is, of reading classic realist fiction” (35). In a 
way, The Mulberry Tree tries to be more realistic than most of the representatives of the 
genre in handling rather mundane issues like how to do various things from renovation to 
preservation. On the other hand, the way in which most of these reconstructions happen is 
so fairytale-like that it severely undermines the realistic foundation of the story.     
The tips on how to manage a relationship are only part of the novel since there are also 
plenty of other themes that a reader can learn and benefit from. In addition to how to do 
various things like preserve eatables and make canned goods, the novel includes a strong 
emphasis on reconstructions, and how to benefit from them. Following the footsteps of 
various reality-TV series, the protagonist of the novel makes her life better by several 
makeovers. First comes the appearance for as Janice Radway claims “American women are 
told by mass-media symbolism that their very worth as individuals is closely tied to their 
sexual allure and physical beauty” (105). Even Bailey notices that people, and especially 
men, are much more willing to do things for her when she looks prettier. Then comes the 
farmhouse which is cleaned in one day with big, roaring machines that represent American 
industrialism at its best. The rest of the renovation takes little more time but when all the 
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neighbors come around and help showing true, American team spirit, the house starts to 
look pretty in no time. All in all, some parts of the novel contain almost too much 
admiration to American culture but in reaffirming the existing ideology of the American 
reader, it probably works wonderfully. 
To conclude, The Mulberry Tree is many things: it is a love story but with no emphasis 
on the growing infatuation between the main couple or sex, which usually are quite 
important features of romances. It has a mystery in it, which is very confusing and rather 
unbelievable, and for the most part, the novel does not even handle it. Mainly the story 
seems to be about the personal growth of the protagonist, how she figures out what to do 
with her life, and how to make it better. How she manages to unite professional life to 
domestic one, and make herself and her companion happy without sacrificing her 
individuality. From the didactic point of view, the readers will probably benefit most from 
the idea of reconstructing life. As Bailey has shown in the novel, it is never too late to 
make one’s life better, and with a good companion, the journey can be shared and love can 
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Tämän sivugradun tarkoituksena on tutkia, mitä opettavia ja kehittäviä piirteitä Jude 
Deverauxin romaani The Mulberry Tree (2002) pitää sisällään. Pääpainoni tulee olemaan 
kirjallisissa, tekstuaalisissa ja kerronnallisissa merkityksissä, joita juonesta löytyy. 
Deverauxin romaanissa on monia ominaisuuksia, jotka tekevät sen ideaaliseksi 
tutkimukseni kohteeksi: toisaalta se on tyypillinen esimerkki romanttisesta kirjallisuudesta, 
toisaalta siinä on monia piirteitä, jotka erottavat sen muista teoksista, kuten useita kertoja 
toistuva muodonmuutoksen ja elämän ja ihmissuhteiden uudistamisen teema.   
Kun katsoo, miten paljon erilaisia muodonmuutos TV-sarjoja nykyään on, näyttää 
itsensä voimaannuttaminen olevan erittäin suosittu asia nykypäivän amerikkalaisessa 
yhteiskunnassa. Myös tutkimani romaanin päähenkilö uudistaa niin ulkonäkönsä kuin 
muutenkin elämänsä. Ylipäänsä Deverauxin romaanin päähenkilö on kaikkea muuta kuin 
tyypillinen romanttisten kirjojen sankaritar: hän ei ole kovin nuori, hän ei ole neitsyt, eikä 
hänen elämänsä pääasiallinen tavoite näyttäisi olevan aviomiehen löytäminen. 
Epätavallisista piirteistään huolimatta The Mulberry Tree sisältää perinteisen, romanttisen 
kirjallisuuden formula-rakenteen, vaikka pääpaino kirjassa ei olekaan rakkaussuhteen 
kehittymisessä. Välillä suorastaan tuntuu, että rakkaustarina on vain kokonaisuutta 
koossapitävä elementti ja merkityksellisempää romaanissa ovat ohjeet siitä, kuinka tehdä 
säilykkeitä, remontoida taloa tai aloittaa yksityisyritys. Jopa seksi, joka yleensä on varsin 
merkittävässä roolissa romanttisessa kirjallisuudessa, puuttuu teoksesta lähes kokonaan. 
Päähenkilö ei esimerkiksi saavuta henkistä ja fyysistä kypsyyttä seksuaalisen täyttymyksen 
kautta.     
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The Mulberry Tree kertoo Bailey Jamesista, joka teoksen alussa jää leskeksi ja perii 
maatilan pienestä Calburn-nimisestä paikasta Virginiassa. Ennen sinne muuttoaan tekee 
Bailey fyysisen muodonmuutoksen itselleen ja jatkaa niiden tekemistä elämänsä muilla 
osa-alueilla läpi koko teoksen. Calburnissa hän tapaa myös uuden rakastettunsa Matthew 
Longacren, jonka kanssa Baileyllä on lähinnä toverillinen suhde suurimman osan kirjaa. 
Teoksen sisältämän mysteerin selvittäminen tuo heidät yhteen myös romanttisessa 
mielessä. Kaikkein eniten teoksessa kuitenkin korostuu muodonmuutosten ja elämän 
uudistamisen merkittävyys – koskaan ei ole liian myöhäistä tehdä elämästä sellaista kuin 
itse haluaa. 
Tutkimukseni sisältää myös lyhyen yhteenvedon niistä romanttisen kirjallisuuden 
positiivisista, voimaannuttavista vaikutuksista, joista feministiset kriitikot alkoivat 
keskustella 1980-luvulla. Yksi pääasiallisista lähteistä, Janice A. Radway teoksessaan 
Reading the Romance (1984), toteaa, että suurin osa kriitikoista olettaa, että koska 
populaarikirjallisuuden genret vaikuttavat olevan rakenteellisesti samanlaisia, kaikki erot ja 
variaatiot eri kirjojen välillä ovat merkityksettömiä. Siten he kokevat voivansa analysoida 
muutamaa satunnaisesti valittua kirjaa esimerkkeinä yleisestä mallista. Täten kriitikon 
tekemä tulkinta usein jättää ulkopuolelle yksittäisen teoksen todellisen, ideologisen viestin. 
(Radway 5-6) Tarkoitukseni on määritellä, millaisia käytännönläheisiä malleja arkipäivän 
elämään Deverauxin romaani antaa. Painopisteeni tulee olemaan romaanin mahdollisissa 
didaktisissa piirteissä, ja siinä, miten muodonmuutokset voivat kohentaa elämänlaatua.  
Teoriataustassa olen käynyt läpi sitä, miksi ihmiset haluavat lukea romanttista 
kirjallisuutta, vaikka sen voi usein nähdä toistavan samaa juonellista rakennetta yhä 
uudelleen ja uudelleen. John G. Cawelti uskoo selityksen löytyvän siitä, että tietyt 
tarinalliset arkkityypit, joihin romantiikkakin kuuluu, erityisesti täyttävät ihmisten tarpeen 
nauttia lukukokemuksesta ja paeta todellisuutta (6).  Lukijat tuntevat olonsa 
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turvallisemmaksi ja löytävät nautinnon vaivattomammin tutusta rakenteesta. Tarinoiden 
uudelleenkirjoittaminen tekee vain helpommaksi ihmisille arvostaa jonkin kirjan uusia, 
teoskohtaisia piirteitä (Cawelti 6-9). Jean Radford jatkaa tästä ajatuksesta: ”Mieskriitikot, 
joilla ei ole yhtään mitään tai hyvin vähän yhteistä naislukijoiden kanssa,  liukuvat 
vääjäämättömästi tekstin mustamaalaamisesta lukijoiden ylenkatsomiseen. Erehtyessään 
sekoittamaan sivuilla olevan tekstin itse lukukokemukseen, kriitikot näkevät romanttisen 
populaarikirjallisuuden valmiina hyödykkeenä, joka välittää eteenpäin väärää tietoisuutta 
pääasiallisesti passiiviselle ja typerälle lukijalle (14).   
Romanttisen kirjallisuuden lukijat näkevät tilanteen usein hyvin erilaisena: he kokevat 
voimaantuvansa, oppivansa uusia asioita ja saavansa tarpeellisen hetken paeta arkipäivän 
rutiineja lukuprosessin aikana. Jackie Stacey toteaa, että tunnistaessaan oman tarpeensa 
olla enemmän romaanin sankarittaren kaltainen, voi lukijassa syntyä tarve muutokselle ja 
uudistumiselle (13). Koska, kuten Radway sanoo, loppujen lopuksi sallii romanttinen 
kirjallisuus lukijansa kokea olevansa välittämisen kohteena ja tulleensa uudistetuksi 
tunteidensa osalta, vaikka molemmat olisikin koettu vain välillisesti (97). 
The Mulberry Tree tarjoaa tietoa ja mahdollisuuksia oppia monista eri asioista. 
Käytännön tasolla kerrotaan romaanissa esim. se, miten tehdä säilykkeitä, hilloja tai 
vastaavia, miten remontoida talo ja miten toteuttaa monenlaisia muodonmuutoksia. 
Enemmän ideologisella tasolla tarjoaa teos vinkkejä siihen, miten parantaa parisuhdetta ja 
uudistaa elämää niin, että vaimon ja äidin roolista huolimatta nainen voisi säilyttää myös 
oman identiteettinsä ja tehdä asioita, jotka tuovat onnellisuutta hänen elämäänsä. Yhtenä 
päämääränä teoksessa näyttäisi olevan osoittaa se, miten nainen voi olla sekä perheellinen 
että käydä töissä ja miten mies voi oppia hyväksymään ja jopa kannattamaan vaimonsa 
suurempaa itsenäisyyttä. Sillä tehdessään asioita, jotka saavat naisen onnellisemmaksi, voi 
mieskin huomata elämänsä laadun parantuneen. 
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Kaiken kaikkiaan The Mulberry Tree on hyvin monipuolinen teos. Se on rakkaustarina, 
mutta ilman kummempaa painotusta pääpariskunnan välille kasvavalle ihastumiselle tai 
seksille, jotka yleensä ovat romanttisten kirjojen pääasiallisia elementtejä. Kirjassa on 
hyvin hämmentävä ja varsin epäuskottava mysteeri, joka isoksi osaksi tarinaa unohdetaan 
kokonaan. Sen sijaan teos tuntuu keskittyvän päähenkilön henkilökohtaiseen kasvuun: 
siihen, miten hän ratkoo, mitä haluaa tehdä tulevaisuudessa ja miten parantaa elämäänsä, ja 
miten hän onnistuu yhdistämään työelämän kodin arkeen ja tekemään itsestään ja 
kumppanistaan onnellisia ilman että hänen tarvitsisi uhrata omaa yksilöllisyyttään. 
Didaktiselta kannalta katsoen lukijat hyötynevät eniten muodonmuutosten ja elämän 
uudistamisen teemoista. Kuten Bailey on osoittanut romaanissa, ei ole koskaan liian 
myöhäistä parantaa omaa elämäänsä. Ja jos rinnalla sattuu olemaan hyvä kumppani, voi 
muutosprosessin jakaa toisen kanssa, jolloin myös rakkaus saa tilaa kasvaa ja aikanaan 
kukoistaa.   
  
